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Every human activity must test itself by its contribution to 
the vital reorganization our society is undergoing. Changes in 
business and industrial routines have given hours of leisure to a 
group of people unused to such freedom. In the light of this fact, 
the educational opportunities provided by the informal, voluntary 
activities of the group work agency become increasingly significant 
in the total educational program of a community. Along with the 
formal aspects of education, group work must assume responsibility 
for the transmission of our culture and its re-evaluation at those 
points at which it is inadequate to the new circumstances of a 
rapidly changing time.'1' 
Does the Children's Theatre, as a phase of group work, seek 
the same ends? What are its contributions to the social develop¬ 
ment of the child, and just how important are they? These are some 
of the questions this study will attempt to answer. If the Theatre 
has any real contribution to make to social welfare, then, most 
certainly it must become a part of our regular training even as 
writing and arithmetic. 
A brief history of the Child-Drama Movement, an outline of what 
is being done in Europe at the present time, and what America has 
1 
Grace Coyle, "Group Work and Social Change," Proceedings of 
the National Conference of Social Work. Chicago. 1935, p. 393 
1 
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been able to accomplish in the field of Children's Theatres will 
be presented. 
Most of the literature on the subject, consists of articles 
which have appeared in various magazines from time to time. Con¬ 
stance D'Arcy Mackay has two books devoted to a discussion of the 
Children's Theatre Movement: How To Produce Children's Plays, which 
gives the history of the child-drama movement, and methods of re¬ 
hearsing and producing children's plays; and Children's Theatres 
and Plays, which describes the activities of the Children's The¬ 
atres in foreign countries and in America. Other helpful informa¬ 
tion was found in Play In Education, by Joseph Lee, Theory And 
Practice Of Group Work, by Joseph C. MacCaskill, Leadership In 
Group Work, by Henry M. Busch, Social Process In Organized Groups. 
by Grace Coyle, and Social Trends In Group Work, edited by Joshua 
Lieberman. The Proceedings of the National Conference of Social 
Work, and numerous histories of the theatre were consulted. 
Schedules were sent to leading directors of American Children's 
Theatres, in order to obtain information concerning their work, and 
their own evaluation of the progress of the movement for children's 
theatres. A few of the directors wrote letters in addition to 
answering the questions on the schedules. 
Historical Development Of The Children's Theatre 
The Children's Theatre is not a new development in the field 
of drama. Flower garlanded boys and girls took part in the 
3 
festivals and historical dramas of ancient Greece, and in the 
rituals and celebrations of the people. Young Britons partici¬ 
pated in Druid festivals and miracle and morality plays which 
flourished in England from the twelfth to the sixteenth century. 
Richard III introduced short plays in the English public schools 
for boys, during the fifteenth century, but these plays were 
written for an adult audience with no consideration of child-player 
or child-audience. Dr. Doran, in his Annals of the Stage, traces 
the custom of having dramatic performances in schools, by pupils, 
to this beginning.'*' Boys of that day were frequently summoned to 
play before the King and his Court. 
Though there were no plays especially written for children 
at that time, the miracle and morality plays with their naive and 
direct appeal, were simple enough for anyone to understand and 
appreciate. Children also appeared in the processional and decora¬ 
tive portions of the masques as they were played in England and 
France. Italy had guild plays, with children who were apprenticed 
to actors, to portray child roles. 
The decline of Community Drama, which began with the opening 
of the London theatres (1576), left only two avenues of participa¬ 
tion open to children, May Day with its Queen, dancers and flower 
p 
garlands, and Christmas Day with its rituals and revels. 
1 
Quoted in Constance Mackay, How To Produce Children's Plays. 
New York, 1915, p. 6. 
2 
Glenn Hughes, The Story Of The Theatre, New York, 1928, p. 151. 
4 
But even these outlets for dramatic participation were soon taken 
from them by Cromwell’s edict closing the theatres and forbidding 
"mumming” on May Day (1642).^ The years between 1642 and 1660 are 
referred to as the dark ages in the history of the English Theatre. 
The Restoration brought gay days, but no plays fit for children to 
see. 
Child-drama during the eighteenth century was meager and un¬ 
imaginative, but it did introduce one perennial figure to child 
audiences, "Pantaloon," the father of the circus clown as we know 
him today. The continent abounded in puppet shows, but the stories 
acted were not for children’s eyes or ears. In the convents and 
schools of France, children played in "moral comedies." These were 
stiff and, for the most part, above the comprehension of the child- 
2 
ren taking part in them. 
The educational doctrines of Rousseau startled the people of 
Europe out of their listlessness in regard to the needs of children. 
For the first time, the child was considered as an individual for 
whom special provisions must be made if his development was to reach 
a high point. The Countess de Genlis became an ardent follower of 
Rousseau. She studied the educational and spiritual needs of child¬ 
ren and discovered that there were no plays written with a child 
1 
Ibid., p. I64. 
2 
Constance Mackay, op. cit., p. 11 
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audience in view, except the rarely performed Shakespeare’s "Mid¬ 
summer Night’s Dream." Influenced by Rousseau’s Emile. or "Treatise 
On Education" the Countess established a "Theatre of Education For 
Children," on her estate (1776 - 1780). Here the De Genlis children 
acted plays written by their gifted mother, who believed that through 
wise cultivation of the dramatic instinct, children could be taught 
not only language and history, but the "elementary lessons of life" 
as well. Thus the first plays ever written for children came to be 
acted.^ 
The Theatre of Education was rustic, something in the style of 
the Little Trianon. It had a stage and seats, no roof save the 
blue sky, magnificent trees for background, and sparkling sunshine 
for footlights. The French Revolution interrupted this first experi¬ 
ment in plays for children. 
The early nineteenth century brought great delight to English 
child audiences in the form of the Christmas Pantomimes. The mid¬ 
nineteenth century was marked with an operetta for children, made 
up of incidents from "Mother Goose." It was purely a community 
production, a kind of folk play. During the late nineteenth century, 
America produced the first professional play designed for children, 
"Little Lord Fauntleroy." This production was followed by "The 
Prince and the Pauper," "Editha’s Burglar," and "The Little Prin¬ 
cess." In the public schools, except for rare and crude attempts 
1 
6 
at drama, ’’piece speaking” was the only use to which the dramatic 
impulse was put. 
The social settlements of America were among the first to 
recognize the need for children's plays.'*' In 1892, versions of 
"The Sleeping Beauty," "Cinderella," and "The Three Bears" were 
presented. These early productions were the beginning of the 
drama work that is now being done by these organizations. Among 
the private schools of America, the School of Ethical Culture in 
New York City, contributed much to play and festival work. 
Mrs. Nettie Greenleaf established a Children’s Theatre in 
2 
Boston, 1903. The players were drawn from the Dorothy Dix Home 
For Stage Children, which was a home for the children of travel¬ 
ing actors and actresses. Rehearsals and performances were held 
in the late afternoon. Two short one-act plays, with separate 
casts, was the usual program. There was no especial beauty or 
ethical quality about these productions. They were designed as 
exercises in dramatic art for those taking part. The theatre was 
well patronized, but was forced to close its doors when the build¬ 
ing was condemned by city authorities. 
A second Children* s Theatre was founded in New York, by 
Miss Alice Minnie Herts and Mrs. Emma Sheridan Fry, at about the same 
1 
Ibid.. p. 16. 
2 
Ibid., pp. 16-17. 
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time Mrs. Greenleaf was beginning her work."*" The work here was 
along educational lines, and followed closely the pattern set by the 
Countess de Genlis. The Theatre was located in the heart of New 
York’s East Side, in a building owned by the Educational Alliance. 
Both players and audiences, whose ages ranged from eight to twenty, 
were drawn from the surrounding neighborhood, which was largely 
Hebrew. Plays were carefully chosen, with the needs of the audiences 
and players always uppermost. The first play produced was "The 
Tempest." Three performances a week were given and often a Sunday 
matinee. On some occasions, a lecturer would explain the plays in 
the language spoken by the fathers and mothers of the children 
(Hebrew). This theatre closed its doors in 1909. 
After a few years, a group of young people incorporated under 
the name of the Educational Players, began to carry on the same 
principles of educational acting developed by Mrs. Fry. During 
the interval between the closing of the Theatre and the incorpora¬ 
tion of the Educational Players, plays written for public schools 
had been published. This meant plays for the children of every dis¬ 
trict of the city. The demand for plays was great, and the use 
of school auditoriums for school drama began. This movement grew 
* 2 
with the demand for recreation centers. 
In 1911 the Educational Players began to work in connection 
with the public schools. On special occasions they co-operated in 
1 
Ibid.. p. 18. 
2 
Ibid.. p. 18. 
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school productions. In plays involving adults, the adults and 
children rehearsed separately until the final rehearsal, at which 
time both groups worked together. '"The Little Princess" and "Mid¬ 
summer Night’s Dream" were produced in this manner. 
The Educational Dramatic League was organized in 1913- Its 
object was, and is, the promotion in Social Centers, Public Schools, 
and Civic Centers of amateur dramatic performances having an edu¬ 
cational value.^ The League works co-operatively with young 
dramatic clubs, lending books, costume plates, costumes and sets 
of screens for a veiy small sum. It maintains a class that in¬ 
structs teachers in the art of directing plays. The aims of the 
League are indorsed by such well known authors as Edmond Rostand, 
John Galswortty and Maurice Maeterlinck. It has done much to popu¬ 
larize the movement for child-drama. 
In all sections of city life, the Children’s Theatre movement 
is making itself felt. Story-telling in libraries has led to the 
giving of play in libraries, on piers, roofs and in parks. Church 
drama, likewise, is popular. Children are used extensively in 
these productions. Group Reading, as a form of drama, was intro¬ 
duced in the public schools of Ohio in 1911, and proved so suc¬ 
cessful that this method of instruction is now used in maiy schools. 
1 
Ibid., p. 18. 
CHAPTER II 
THE CHILDREN'S THEATRE ABROAD 
A study of the Children's Theatre Movement abroad is under¬ 
taken at this point in order to show what has been done by other 
countries, and thus provide a basis for comparison with our pro¬ 
gress in America. 
England.- 
There is no country where the professional theatre pays 
such heed to the needs of youthful audiences as does 
England, no country where leading dramatists and poets 
such as John Drinkwater, Lord Dunsany, Lady Gregory, 
A. A. Milne....have lent their talents to children's 
plays; and no city in the world which produces as many 
fine plays for young people (as London)....in the holi¬ 
day season....plays for children bloom like Christmas 
roses.l 
An average season in London would offer: "Peter Pan," 
"Treasure Island," "The Blue Bird," "Where The Rainbow Ends," 
"Alf's Button," "The Rose And The Ring," "Midsummer Night's 
Dream," ancient Nativity plays, Dicken's "A Christmas Carol"; 
pantomimes of "Mother Goose," "Jack And The Beanstalk," "Dick 
Whittington"; Russian Ballet presentations of "The Sleeping 
Beauty" with music by Tschaikowsky, "Children's Tales," and 
"Boutique Fantastique" set to Rossini's music; and the annual 
circus. Add to this the plays given by schools, settlements, 
churches and guild halls, and a picture of the entertainment 
Constance Mackay, Children's Theatres And Plays. New York, 
1927, p. 31. 
9 
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available to the average English child is apparent.^- 
The finest all-year-round repertory of children1 s and young 
peopled plays is found at the Birmingham Repertory Theatre. This 
theatre, founded by Sir Barry Jackson, was subsidized at first, 
but later, support was derived from subscriptions of the many 
teachers and students of Birmingham University, and the public and 
private schools of that city. Plays of interest to young people, 
and for very young children, are presented regularly. Because of 
financial stringency, this theatre has only one set of scenery, 
which must be repainted for each production. In Kyrie Hall, 
Sheep Street, a Childrens Theatre has been started. Here the 
2 
little "nippers" of Birmingham’s alleys see plays specially pre¬ 
pared for them. 
The Village Drama Society, extending through, and correlating 
the dramatic work of ninety-six rural communities, is active in 
producing outdoor plays for children. The Society co-operates 
with the Girl Guides, (organization which preceded the Girl Scouts), 
and the Federation of Women’s Institutes, schools and churches. 
It has a lending library, costume cupboard, and a lendable col¬ 
lapsible stage, all available at a small fee. Twelve hundred 
villages are on its consultation list. Sir Arthur Quiller-Couch, 
at a general meeting of the society explained:- "The Society 
ljbid., p. 31-36. 
2 
English colloquial term for a lad who assists a fruit seller. 
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exists for the purpose of promoting the production of plays by the 
inhabitants of country villages.«..It (drama) also gives oppor¬ 
tunity for historical and literary study, and it brings all ages 
and classes together in a refreshing recreation...."1 Drama, is 
a required study in all the secondary schools of London. Plays 
are selected from the classics} preference being given Shakes- 
2 
peare. 
France.- This country has taken special interest in plays for 
a youthful audience. Recently, the State subsidized the Theatre 
du Petit Monde, in Paris, which weekly presents a play acted by 
juvenile players who are preparing for a stage career. These 
plays are suited to the youngest audience. Most of them are fairy 
tales, fables, and whimsies, which the children enjoy immensely.^ 
The Christmas season in Paris means a crop of plays, ballets, 
and operas, all suited to childish minds. The professional theatre 
offers elaborate productions, but the plays in the private and 
parochial schools are simple. Little stress is laid on costumes, 
scenery and general arrangement. French fairy plays like "Puss In 
Boots," "Cinderella," and "The Sleeping Beauty" are presented. 
Drama is used as a means of teaching deportment and diction. 
Excellent work is done in the French convents. 
1Ibid., p. 43. 
p 
For comparative list of plays produced abroad, see Appendix B. 
3 
^Constance Mackay, op» cit»» p. 45* 
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December is the month of children’s plays in France. The 
herald of this season is the circus. The French circus is very- 
different from ours. Instead of massive tents, noise and much 
confusion, it is so small and so given to pantomime, that it is 
almost a theatre itself. There is one ring only, which has rope 
carpeting instead of sawdust. A stringed orchestra plays lilting 
standard music. Instead of lemonade or peanuts, there are choco¬ 
late bars for children, and champagne, at ten cents a glass, for 
adults. There are no side shows or roaring beasts. Clever pan¬ 
tomime, skill and agility make the show. Baby clowns, five to 
seven years of age enter the ring to begin their training. The 
clowns are tall, lean, and red-nosed, with pipe-stem legs in 
black knee breeches and wire coat tails which stick out behind 
them. 
The poorer children have a little sidewalk circus camped 
along the curb. 
"...a flimsy yet glittery palace of light, all tinsel and 
electricity} a ferris wheel with swings} a miniature men¬ 
agerie of monkeys, parakeets, a zebra, some ponies and a 
drowsy bear....The circus wagons, recently gilded, look 
like Christmas toys. Instead of the gayly prancing wooden 
horses to which the American child is accustomed, the 
carrousel has chariots drawn by white wooden swans, for in 
France, even a sidewalk circus must have its touch of 
beauty. 
Puppetry has a permanent place in the hearts of French children. 
There are Punch and Judy shows in nearly every town. But these shows 
2 
are, at best, only a survival of the "brutalesque" in drama. After 
1 




the war, a new use was made of the puppet shows for children. 
Health plays given by marionettes, warned children against 
running home with uncovered loaves of bread, leaving milk open, 
and many other practices which are detrimental to good health.^- 
There are gayer marionettes at Christmas time, however. Per¬ 
formances are given in the windows of the larger department stores. 
"Everywhere gayety and beauty blow like a faint essence through the 
French Yuletide season. 
Italy.- A few years ago there was a good Children's Theatre in 
Rome.3 A company of adults gave a repertory of fairy plays, with 
appropriate music, scenery and costumes. The theatre was not 
successful, financially, and soon it moved to London, and from 
there to Spain. A company of marionettes took the place of the liv¬ 
ing players in Rome. On this puppet stage one could see "Puss in 
Boots," "The Sleeping Beauty," and even more lovable and enchanting 
to the children, a quaint little play centering around Bufana, the 
legendary woman who is to the Italian child what Santa Claus is to 
us. On occasion, wee Mozart operas are given. This theatre 
travels from Rome to Milan and other cities. 
Puppet shows, the roaming Roman Children's Theatre, and an in¬ 
frequent circus or juvenile movie (American) are all the child-drama 
^Constance Mackay, op. cit.. pp. 53-54. 
2Ibid.. p. 56. 
3 
Constance .Mackay, "Children's Plays in Italy," Drama. 
Vol. XVIII, (October, 1927), pp. 15-16. 
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the young people of Italy have, except for participation in folk 
and religious festivals.^- Drama has no part in education. In 
response to an inquiry as to why Italy does not use her old simple 
miracle plays, an Italian novelist replied:- "Miracle plays do 
not interest Italian children. They are not steeped in tradition 
2 
as are French children. They would either laugh or fall asleep." 
There is no acting or producing of plays for children in the schools. 
"There are no fairies in Italy in the sense that there are fairies 
3 
in France. There is not an active belief in them." Puppets are 
indigenous to Italian soil. The favorite child story of all Italy 
is not of a flesh and blood creature, or of fairyland, but of the 
puppet, Pinocchio. 
Denmark.- Plays given for children in the northern sections of 
Europe abound in the lore of elf, marsh king, swan princess, and 
snow queen. There is a lovely outdoor theatre in Denmark, at Drye- 
haven, near Copenhagen. Plays given here appeal strongly to child¬ 
ren. At Christmas, there are plays, "The Sandman," "The Christmas 
Star," and "David Copperfield"; and an opera "Leonora Christina," 
for children. There are two great festivals during the year in 
which children take part, Christmas, and Midsummer Eve.^ 
Constance Mackay, Children's Theatres And Plays, p. 63. 
2 
Ibid., p. 64. 
3Ibid., p. 64. 
4 
English quarter day, twenty-fourth of June. 
15 
The schools of Denmark give serious attention to dramatics. 
Several years ago, Mr. Hejle established as association known as 
"The Matinees of the High Schools" among the high schools of 
Denmark."*’ A small subscription fee is paid by members for the 
privilege of seeing six matinee performances. These performances 
are given by professional companies in the school auditorium. They 
are not always plays, but may be concerts, operas, or other forms 
of entertainment. The ages of the children in the Association the 
first year were from fifteen to nineteen. There were two thousand 
members. The experiment proved so successful that the next year, 
two age groups were formed; ten to fifteen, and fifteen to nine¬ 
teen. Eleven thousand children obtained membership in the "Danish 
School Theater," as it came to be called. The Association is 
managed by a Board of Directors chosen from the various parent- 
teacher associations. Selection of program and other problems con¬ 
nected with the organization are handled by this group. 
Norway.- The National Theatre of Oslo produces a Christmas play 
for children, "The Christmas Star" or "The Princess And The Fiddler." 
Inga Bjornson's Children's Theatre gives matinees during the Christ¬ 
mas season. "The Snow Queen" a fairy tale comedy in six acts, has 
a wedding scene in which candy is tossed out to the children in 
1 
Hejle, "The School Theatre In Denmark," School and Society 
Vol. XXXVI, (July 9, 1932), p.. 45. 
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in the audience. At another play, Santa Claus distributed small 
gifts to the children.^" 
Sweden,- The theatres here produce fairy tale children’s plays. 
The repertory includes "Princess Thomrose," "Lucky Pehr," "Lucia 
and the Brownies," and many others. Ballads are acted out of doors 
at Christmas time, St. Stephen's Day and Twelfth Night mean im- 
o 
promptu plays and processions for the children. 
Other Countries.- Survivals of the Nativity plays of ancient 
times are brought to life at Christmas time in Holland, Belgium, 
Poland and Portugal. These countries offer little else in the 
•a 
nature of plays for children in either theatres or schools. 
Germany.- A great many plays for children were, at one time, 
acted in the professional theatres as well as in the schools. 
Movies have driven them out, and troublous times have kept the 
country so upset that there is little time or inclination to devlop 
theatres for children. An average Christmas season would see, 
"Snow White," "Big Klause and Little Klause," and "The Sleeping 
Beauty," at the theatres.^" Many of the European Christmas carols 
are like little Nativity dialogues or rituals. 
1 
Constance Mackay, op. cit., p. 74» 
2 
Ibid.. pp. 75-76. 
3Ibid.. pp. 77-73. 
3 
Ibid.. pp. 78-79. 
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Russia.- The Moscow Children's Theatre opened during the 
summer of 1920. The early performances were weighed down with 
ideologies and stage sets, but they pulsated with energy and be¬ 
lief in the value of the theatre for young people.'®' It has be¬ 
come a well regulated institution, which has performed more than 
fifty plays before four and a half million children, established 
one hundred branches and achieved a place of note in the world. 
Performances are given about four times a week. Audiences are 
limited to children and their teachers or guardians. Tickets are 
distributed to each school in the city four or five times a year. 
The experiments which pointed the way to larger development 
were; recording audience reaction to playsj limitation of at¬ 
tendance at performances to particular ages; and exclusion of 
2 
children from the casts of the plays. (All players are adults.) 
These have become accepted tenets in similar theatres elsewhere. 
The director early decided that the young need great art, so effort 
was made to secure only the best actors, actresses, stage designers 
and directors for this theatre. No play is presented until it has 
been approved by municipal authorities. 
The Russians have explored naturalism, expressionalism, symbol¬ 
ism, and surrealism, in an effort to find the most effective form 
^"Moscow Children's Theatre," Theatre Arts Monthly. Vol» XXII, 
(April, 1938), p. 304. 
2 
Ibid., pp. 304-305. 
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of presentation. With "Robin Hood" both marionettes and people 
were used. Other plays were subjected to innovations of other 
types. In recent years, a realism peculiar to this theatre, has 
been worked out which allows anything to happen on the stage, if 
it is convincing.^ 
Productions include plays based on folk tales, but made 
exciting and beautiful through the use of dramatic lines and 
situations, artistic settings and music. "The Blue Bird" by 
Maurice Maeterlinck, had its world premier in Russia, at Stanis¬ 
lavsky’s Moscow Art Theatre. 
There are two "studio" theatres in Moscow, where the people 
who are later to join Stanislavsky, Russia's greatest director, 
receive training, and give children's plays as a sort of practice 
work.^ 
At Leningrad, a Theatre For The Young Spectator was founded 
about 1920, by a group of artists, actors, and pedagogues. Their 
premise was that a "child is a separate entity, and not merely 
a miniature edition of an adult, and that a society that used the 
theatre as a social and educational force should have a theatre 
that was in constant scientific and artistic contact with the 
minds and hearts of children."^ 
^"Moscow Children's Theatre," loc. cit.. p. 305. 
2 
Constance Mackay, Children's Theatres And Plays, p. 82. 
3 
Martin Wolfson, "A Leningrad Theatre For The Young Spectator," 
Theatre Arts Monthly. Vol. XV, (May, 1931) P« 420. 
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Child reactions to adult plays were studied. This study revealed 
that the child comes to the theatre to see, not to listen. He 
desires a sequence of vivid impressions, and not a juvenile ver¬ 
sion of an adult play. "Children must be approached as equals of 
those who are running a children's theatre. The man who wants to 
play with children must himself become a child - and that means 
remaining true to himself."'*' 
A special technique of acting was developed by this theatre. 
The actors, all adults with fine professional training, learned 
to hold the attention of children through the length of a play. 
The child's desire for constant motion made training in singing, 
dancing, and acrobatics necessary. 
The architecture of this playhouse is different from that of 
the ordinary theatre. The stage has a large semi-circular apron, 
a shallow inner apron, and great height to insure perfect visi¬ 
bility at all times. The auditorium is a semi-circular Greek 
amphitheatre. Every row of seats is on a different level, the 
first row being almost on the stage proper. There are no curtains 
or footlights. Scene changes are made in darkness. 
The company plays to three age groups5 pre-school, five to 
eight; school, nine to thirteen; and the group from fourteen 
years of age up. Meetings of representatives of the first and 
second school groups (9 - 14» 14 - )» with workers in the theatre 
are organized to secure contact between the work of the theatre 
1Ibid.. p. 421. 
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and the requirements of the spectators. These meetings are held 
once a month during the winter. A cultural committee, elected by 
pupil delegates, school teachers, and representatives of the 
theatre organizes theatrical excursions for the schools, and 
courses in theatrical subjects for the delegates. In the close 
contact between the spectator and producer lies the secret of the 
success of the Theatre For The Young Spectator, which is thus 
enabled to produce what its public wants.^ 
Australia.-Miss Joan and Betty Rayner, of New Zealand, 
have established a Theatre of Youth in Australia. Of their work, 
they sayi- 
We wish to give something of literary value as well as 
something joyous and vital to the children of Australiaj 
we feel so keenly their need of it. ...We shall use the 
folk element largely, both for its value as fine literature 
and its jolly entertainment. We find that the rhythm of 
an old ballad carries over into the drama and helps a child 
actor to catch and convey the spirit of the tale.^ 
Summary.-The Children's Theatre Movement abroad points to 
certain definite things. Everywhere there is recognition of 
drama as a part of child experience. In many places, the pro¬ 
fessional stage is used to present plays to children with 
trained adults, rather than children, as the players. This 
practice is based on the belief that the child's experience is 
so limited, his co-ordination so iontrained, that he is unable to 
1Ibid.. p. 425. 
2 
"The Theatre Of Youth Players," Playground. Vol. XXII, 
(February, 1929), p. 629. 
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present a true characterization himself, nevertheless, the child 
can feel and enjoy characters expertly portrayed, sufficiently 
to add new experience to his own life. The European theatre is 
searching for realism, and it is in its attempt to capture it, 
that only the best adult actors and actresses are used on its 
stage. Opportunities for child-participation, as a player are 
few, but we are not to conclude that the child is being denied 
the best part of theatre arts. Audience participation in a play 
is as important as acting, and to a limited extent, as bene¬ 
ficial. The experience is essentially the same, whether imperson¬ 
ating the character on the stage, or in the realm of imagination. 
Whatever the method, the child recognizes himself in all heroes, 
and through this recognition, he is enabled to find the first ex¬ 
pansion of what he feels that he is meant to be.-*- Vicarious 
participation is always a valuable form of learning. 
■^Joseph Lee, Flay In Education. New York, 1933, p. 307 
CHAPTER III 
THE CHILDREN'S THEATRE IN AMERICA 
Children's theatres in America may be divided into several 
groups:'*' those run for profit with professional players; special 
productions, such as are done by the King-Coit School in New York; 
Little Theatres, where special performances for children are given 
university productions; the school theatre; community theatres; 
the therapeutic theatre which has done so much for handicapped 
children; and theatres for Negro children. This division is for 
purposes of discussion, and is not arbitrary. 
Whatever the type of organization, their aims are much the 
same; pedagogical development, aesthetic appreciation, stimula¬ 
tion of the creative impulse, and enjoyment of a good play. It 
is encouraging to note how much emphasis is placed on presenting 
a good play. A child is greatly influenced by what he sees, and 
therefore it is doubly important that what he sees be worthwhile.^ 
The most beautiful children's theatre in the world is in the 
Heckscher Building in New York City. 
Professional Companies 
The Clare Tree Major Children's Theatre Company is now in 
its fifteenth season. It is presented locally through committees 
of sponsors in each community. These committees may be composed 
"'’Constance Mackay, Children's Theatres and Plays, p. 4» 
2 
Constance Mackay, How To Produce Children's Plays, p. 38. 
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of the Parent-Teacher Association, Board of Education, Teacher’s 
Colleges, branches of Girl Scouts, and others. There are no 
children in the casts. The players are all adult professionals. 
This year—(1938-1939), there are six of the Clare Tree Major 
Companies on tour, with six plays. Each company presents one 
play only. The companies follow each other at intervals of five 
weeks, on a coast-to-coast circuit. Mrs. Major’s conclusions 
about her work are as follows:'*' 
(1) Plays should be about one and a half hours long. 
(2) Short talks given before the curtain during inter¬ 
missions by some member of the cast are preferable 
to programs to carry the interest of the young 
audience from scene to scene. These talks may con¬ 
tribute to the child's knowledge of material re¬ 
lating to the play, customs of the country, costumes, 
etc. 
(3) A single play is better than several short plays. 
The strain on the child to adjust its attention 
to the several moods of a group of plays is un¬ 
necessary and unwise. 
This company has in its repertory such well loved favorite as, 
"Heidi," "Pinocchio," and "Peter Pan."^ 
The National Junior Theatre Of Washington, believing that 
children are too often "played down to," plays no children's 
plays, as such. Their repertory is selected from Broadway 
Carl Carmer, "Children’s Theatres," Theatre Arts Monthly. 
Vol. XV, (May, 1931), p. 419. 
'Tor comparative lists of plays produced by groups presented 
in this chapter, see Appendix C. 
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successes of literary value: "those plays that children would 
not have the opportunity to see, if they were not provided by an 
organization like this one." Presentations include, "A Kiss For 
Cinderella," and "Quality Street."^ 
The Children's Players of New York City, was founded and 
directed by Adrienne Morrison. The players were all from the 
professional stage. Miss Morrison feels that the purposes of such 
2 
companies can be expressed as follows: 
(1) Represent in dramatic form a child’s natural sense 
of beauty and fun. 
(2) Stimulate children's appreciation of the imagina¬ 
tive and artistic in literature and drama. 
(3) Show them (children) that the best in literature 
and acting is more entertaining than the cheap 
and meretricious. 
(4) Train them in discrimination and taste so that in 
later years they will demand excellence of the 
adult stage. 
(5) Present to American children the works of the best 
modern playwrights' works for children. 
The productions of this company included, "Make Believe," by 
A. A. Milne, "The Forest Ring" and "Alladin." 
A little Philadelphian, at the end of a performance expressed 
the thought in the minds of most audiences at children's theatres, 
1 
Carl Carmer, loc.cit., p. 419 
2 
Ibid., pp. 416-419. 
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when he said,—"It knocks the stuffin' out of a movie."'*' 
Miss Morrison's company has been inactive for the past few 
years, although she herself occasionally produce s a children's 
play with other groups. 
Special Productions 
Two types of performances have been placed under this classi¬ 
fication; those given by the Junior Leagues for charity, and pro¬ 
ductions of the King-Coit School of New York. 
For the last few years, Junior Leagues all over the country 
have been endeavoring to establish permanent theatres for children. 
The members of this organization have the leisure, youth, and 
imagination needed to make an appeal to children. They have found 
that co-operation with civic organizations interested in the well¬ 
being of the child, is vital and indispensable to the success of 
the project. Contracts with public schools, teachers associations 
of a city, parent-teacher associations and similar groups, prove 
p 
mutual!y invaluable. 
The Junior League Children's Theatres began in Chicago about 
fifteen years ago, when a group of members led by Alice Gerstenberg, 
1 
Ibid., p. 420. 
2 
Helen Adamowska, "Junior League Children's Theatre," Drama. 
Vol. XXI, (April, 1931), p. 37. 
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conceived the idea of starting a theatre to put on plays for 
children.^ They began work with a small cast, and minimum ap¬ 
propriations for costumes and scenery. The movement has grown 
to the point where it is now entirely self-supporting, and even 
contributes generously to a number of charity funds. The plays 
are better and more elaborate each year. Other Leagues took up 
the idea, and now over one hundred and fourteen Junior Leagues 
in this country have self-supporting Children’s Theatres, pro¬ 
ducing one play or more a year. 
In 1930, the first Children’s Theatre Conference was held 
in Chicago. Plans were made for a national production of some 
play to tour from one Children’s Theatre to another and to which 
all were to contribute a definite sum. The play decided upon 
for production was "The Blue Bird” by Maurice Maeterlinck. A 
contest was held for scenery and costume designs. Four thousand 
dollars was allocated for these two items. The cast was made up 
entirely of amateurs. Premier presentation was awarded to Chicago. 
After the Chicago production, the play "went on the road." The 
costumes and scenery toured from city to city where there were 
Junior League Children’s Theatres, accompanied by a business 
manager. In each city, a local cast performed the play with a 
1 
Mrs. James Rogers, "The Blue Bird," National Children's 
Theatre, Junior League, Drama, Vol. XXI, (April, 1931)» p. 37. 
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local director in charge. Thus every Children's Theatre was 
able to offer its youthful audience an infinitely more elaborate 
and perfect production than it could possibly have put on with¬ 
out such national co-operation.^ 
This experiment toward a National Children's Theatre demon¬ 
strates the possibilities in, as well as the practicability of, 
such a venture. It is greatly desired that an organization of 
this type, which will eventually touch all children, will be 
set up in America. 
The children of the King-Coit School of Acting and Design, 
in New York, present occasional plays, mostly at Christmas and 
Easter. The students, for the most part, are sons and daughters 
of artists, playwrights, musicians, poets and actors, and range 
in age from five to fifteen. They attend the theatre school 
after regular school hours, three times a week, where they hear 
stories of well known classics. These they are encouraged to 
act. The children design and paint settings and costumes. Their 
performances are a work of art, made so by the "exquisite bodies 
of the children, unaffected grace of childish movement, sincerity 
2 
in every phrase....and the fresh colorful naivete of settings." 
One play is presented a year. It is performed infrequently, 
from two to nine times. At least two casts are trained, sometimes 
1Ibid., p. 37. 
2 
Carl Carmer, op. cit., p. 413. 
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more. The instructors do not look upon their work in the sense 
of a training school for the professional stage, but as a stimu¬ 
lus to a genuine interest in the arts. 
Their productions have included, "The Bow Of Artemis," 
"Nala and Damayanti," and an exquisite arrangement of "Aucassin 
and Nicolette," where the stage was set like an illuminated 
manuscript. Of this production, Stark Young wrote:- 
The child actors have a purity of effect like that of 
poetry and music; their little faces, painted and in 
the glow of the lights, look like lovely masks. You 
are made happy and encouraged to see how happy these 
children are, how they take to beauty and beautiful 
words and ideas and events as naturally and sweetly 
as a little garden must take to spring... .Every year 
the production of plays by these children has grown 
more widely known and applauded, until they have come 
to be one of the most important and beautiful events 
of the New York season. 
Little Theatre Productions 
Of the Little Theatres with Children's departments, the Town 
Theatre of Columbia, South Carolina, is probably the best ex¬ 
ample. Its children's department has existed since the founding 
of the theatre, (about 1920). Most of the children were children 
of members of the adult theatre group whose parents brought them 
to meetings and rehearsals. They called themselves "The Scala¬ 
wags."^ Each season, one to four full length plays are presented 
1 
Constance Mackay, Children's Theatres And Plays, p. 11. 
2 
The Town Theatre Of Columbia, South Carolina," Drama. 
Vol. XXI, (April, 1931), p. 29. 
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by them. In addition to regular rehearsals, the group meets every 
other Saturday for what is known as "Saturday Theatre." At these 
meetings they do skits and playlets of their own writing, panto¬ 
mimes, shadow-graphs, and sometimes readings. Casting and rehearsal 
are done without adult help, and frequently without a script, each 
player depending on the impulse of the moment for lines. The 
director mentions the "amazing facility with which the actors im¬ 
provise dialogue."’'' These Saturday morning plays are not public 
presentations, and are open only to members of the "Scalawags," who 
number over seventy-five. As the children grow up, they become 
members of the regular theatre group. 
Other Little Theatres are making contributions in the line of 
plays suited to children. In Baltimore—Miss Florence Bradley 
Moore provides plays for youthful audiences using a combination of 
puppets and children.2 In Washington, there is the Children's 
House of Play which presents plays for children.3 The Cleveland 
Playhouse presents regular marionette plays for children/' There 
is a theatre in Columbia, Missouri which uses a combination of 
c. 
children and puppets. New Orleans has its Petit Theatre du Vieux 
-*-Carl Canner, op. cit., p. 415. 
2 
Cora Mel Patten, "The Children's Theatre Movement—A Resume," 
Drama. Vol. XVIII, (November, 1927), p. 51» 




Carre, and on throughout the country, we find a growing recogni¬ 
tion of the great field of art and beauty in children's plays. 
Most Little Theatres produce at least one children's play a 
season. 
University Productions 
Colleges and Universities in America have begun a new move¬ 
ment for better plays for children, and are making an effort to 
supply them in many parts of the country. Vassar Brothers Insti¬ 
tute, Poughkeepsie, New York, Saturday afternoon performances 
were given, in which students took part.’1’ 
The Northwestern University School of Speech, at Evanston, 
Illinois, conducts a theatre for children.2 Four plays are pre¬ 
sented each season, with four performances of each play. Both 
adults and children are used in the casts. The community co¬ 
operates with the University in the matter of lending properties 
and the giving of old cloaks and satins and velvets which gleam 
with splendor under the lights of the stage. 
A Children's Theatre at Wesleyan University School of Music, 
was organized in 1923, by Miss Anne P. Laughlin. Her aims were to 
acquaint children with the best in literature, and to instruct 
them in platform art, pantomime and plays .3 
■^Constance Mackay, Children's Theatres and Plays, p. 16. 
^Cora Mel Patten, op. cit.. p. 52. 
^"Children's Theatre—Wesleyan University," Drama. Vol. XXI, 
(April, 1931), p. 27. 
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In 1919» Imogens Hogle Putnam conceived the idea of putting 
on plays for the children at Emerson College, Boston. This was 
the beginning of the Children's Theatre at Emerson. Students do 
all the work. Their aims are to furnish amusement, recreation, 
appreciation of the best in drama, develop a sense of true 
values and set artistic standards. Plays are presented for, not 
by, children.^- The players are trained in interpretation, im¬ 
personation, characterization and acting. One play a month is 
presented, on Saturday afternoons. Repeat performances of 
other plays are given in the suburbs on other days. This 
theatre provides a workshop, or "dramatic laboratory" for the 
students at Emerson. Students from Story-telling, or Community 
Singing courses are called upon for entertainment between the 
acts. A national advisory board and a production staff are in 
charge of the work. 
The Children's Theatre at the University of Tulsa provides a 
workshop for students taking courses in drama also, but from a 
different standpoint. Here, plays are given for children, by 
children. The fifty or more young ones who compose the group, 
range in age from five to fifteen. They meet on Saturday morn¬ 
ings between the hours of ten and twelve. Each child is given 
individual instruction in voice culture and dramatic technique. 
"'■"Story Books Come To Life In A Children's Theatre," Drama. 
Vol. XXI, (April, 1931), p. 27. 
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The history of the tale they are to dramatize is told them.^ 
Then, the play is read aloud. Characters and situations are de¬ 
picted informally. The children next read aloud the parts they 
think they would like to play. Always the thought is held upper¬ 
most that a play is a thing of teamwork, but the thought of act¬ 
ing is held in the background. The children are taught to play 
as though they were really living the parts. They are trained 
in correct bearing, posture on stage, and simple shadings of the 
voice, but they are not trained in acting. There are regular 
productions at the University auditorium every Saturday evening 
at seven-thirty. Often, special performances are given in 
churches, and to other interested groups. The entire membership 
contributes something to every performance, thus no member ever 
gets that "out of it" feeling. 
Beauty is the aim in all productions of this theatre. The 
sets are delightfully executed by the students who plan to 
follow stage craft as a life work. The Chamber of Commerce 
sponsors the plays. Merchants of the city are generous in the 
loan of properties, and financial support is given by the 
University. 
School Theatres 
America leads the world in the matter of utilizing drama 
^"Children*s Theatre At The University Of Tulsa," Play¬ 
ground. Vol. XXII, (March, 1929), pp. 697-698. 
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as an educational force in the public schools. One third of the 
twenty-two thousand high schools of this country are studying 
and applying production methods to a good grade of play. 
Definite courses are offered in these schools. An average of 
fifty students enroll in each course. The students practice 
playwriting, and scene design. Educators believe that the study 
of the active theatre is an invaluable factor in the educational 
process, that it develops personal and social qualities of the 
utmost value.’'' 
Many high schools have Children’s Theatres incorporated in 
their organization. At Bakersfield, California the school 
authorities said:- 
Our students are bound to give plays. Why not, then, 
produce something which will fill an actual community 
need? Instead of producing the usual high school play— 
which is neither fish nor fowl,...and ends by being 
youthfully amateurish—why not take this same youthful¬ 
ness and turn it into a channel where its very 
immaturity and freshness will be an asset instead of a 
liability? Why not have these young adults give plays 
which the children of the community so greatly need and 
never obtain?^ 
As a result of this thinking, the students of this school, 
under the guidance of Miss Robinson, organized a Children's 
Theatre. The first production, "Little Women," and the second 
"Alice In Wonderland," proved highly successful. The players, 
’'’Kenneth Macgowan, Footlights Across America. New York, 
1929, p. 169. 
“Constance Mackay, Children’s Theatres And Plays, p. 13. 
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artists, electricians, and stage crew were all students. 
In Pekin, Illinois, a local high school has constructed 
settings which rank with the work of some of our best art 
theatres. The Cheyenne Mountain School, Colorado; Central High 
School, St. Louis; and the Central High School, Washington, 
D. C.; have done work which received national notice. Any city 
or county high school with a shelf of volumes on stage design, 
producing, costuming, and scenery, can become a part of this new 
movement for better plays for children. 
The grade schools are contributing their bit to the move¬ 
ment for Children's Theatres. At Stoneham, Massachusetts, an 
interesting and significant experiment in the field of drama has 
been conducted. A Children's Theatre, under the leadership of 
Miss Beverly F. Freitag, teacher of Grade Four in the East 
Street School, was organized. Of the aims of the Theatre, Miss 
Freitag saysj- 
People are working nobly to supply food and clothing for 
our children, but in this good work we must not overlook 
the need of the child for expression through proper chan¬ 
nels. There must be an outlet for these little minds that 
are continually hearing only of rigid economy. The pur¬ 
pose of the Children's Theatre is to provide our children 
with wholesome entertainment at their own interest level, 
and to give them an opportunity to express themselves in 
drama under proper guidance. 
Every child, Grade One through Junior High, is eligible to 
take part in the plays. Music for the productions is furnished 
■^Charles R. Rounds, "Theatre For Children—Stoneham, 
Massachusetts," Education. Vol. LIV, (September, 1933), p. 57. 
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by the students. 
The Theatre is self-supporting. Students pay a membership 
fee of twenty-five cents, which is used to purchase articles 
needed for the various productions. One hundred and twenty-five 
patrons of the school pay a subscription of three dollars each. 
This theatre has produced among other plays, "The Great Manitou 
And His People," by Miss Freitag, which had a cast of one 
hundred and seventy. 
The chief significance here is found in terms of community 
interest and enthusiasm.'*' The press is generous in its praise of 
the effort. Performances are given in the American Legion Audi¬ 
torium. The City Superintendent of Schools, the Principal, the 
teachers, and the whole school in fact, consider the Children's 
Theatre their project. The Superintendent says—-"We specially try 
to develop those children who are shy or who lack self-confidence." 
Community Theatres 
Community Children's Theatres differ from Little Theatres 
with departments for child-drama, in the matter of membership, 
casting and sponsoring group. Membership is usually unlimited, and 
the organization is extremely democratic. An attempt is made to in¬ 
clude as many children as possible in the various phases of produc¬ 
tion. The theatres are usually sponsored by some type of community 
agency. Children's drama in park and playground has been included 
1Ibld.. p. 58. 
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under this division. 
The Junior Drama League of Chicago, composed of members of 
the Children*s Hour, of a community center, did such excellent 
work, it was taken over by the city and made into the "Children's < 
Civic Theatre" of Chicago.^ The children meet every Monday, 
Wednesday and Friday, at the Municipal Pier, from one to five 
o'clock. The hours are spent studying music, story-telling, panto¬ 
mime, folk dancing, interpretative dancing, and rehearsal of plays. 
The aims behind this activity are "inspirational direction, 
through dramatic play, music and dancing, to stimulate imagination, 
to open avenues more beautiful than are to be found in the city 
streets, and to keep children occupied in a clean, wholesome atraos- 
2 
phere." Weekly programs are given for which no admission fee is 
charged. This is the only Children's "Civic" Theatre in the world. 
Each season, an appropriation is set aside by the City Council, 
through the Bureau of Parks, Playgrounds and Bathing Beaches. The 
Mayor, City Council, and Pier Officials co-operate in making the 
theatre a definite instrument for training for citizenship. The 
mothers of the children form an auxiliary unit, and are thus drawn 
directly into what their children are doing and learning. 
The Greenwich House Theatre Association of New York City, has 
a Children's Theatre which devotes itself to marionette plays. 
^■"Children's Civic Theatre of Chicago," Drama. Vol. XVII, 
(October, 1926), p. 12. 
2Ibid., p. 12. 
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This group is under the direction of Louis Bunin. Mr. Bunin was 
trained in Mexico, in a Mexican school under the Government De¬ 
partment of Fine Arts. This school is for indigenous Mexicans, 
fourteen to eighteen, who are full-blooded Indians, and who 
speak the Indian tongue. The marionette art sacrifices realism 
for design and color, rather than trying to express a realistic 
and true copy of persons or living things.^- At Greenwich House, 
children, ages eight to thirteen, create the marionettes, and a 
group of teen age girls dramatize the stories. 
The Omaha (Nebraska) Community Playhouse has an active Chil¬ 
dren' s Theatre which presents six plays a season, each of which is 
performed nine times. The children paint and design all sets, 
properties, and costumes. The average age of both members and 
2 
audience is ten. 
In 1925, Muriel Browne organized the Goodman Children's 
Theatre, as a branch of the Drama School of the Goodman Theatre, 
which is a part of the Art Institute of Chicago.-* It was 
organized to provide "practical experience for the students in the 
Drama School, and entertainment for children, and acquaint them 
with plays based on classics, through the spoken drama." The 
^■"Children's Theatre of the Greenwich House Theatre Associa¬ 
tion, New York City," Drama. Vol. XXI, (April, 1931), p. 30. 
2 
"Children's Theatre of Omaha Community Theatre," Drama. 
Vol. XXI, (April, 1931), p. 28. 
-*Louis E. Laflln, Jr., "The Goodman Children's Theatre," 
Drama. Vol. XVIV, (October, 1928), p. 12. 
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project was financed by box office receipts. All work connected 
with the Theatre was done by the students. Miss Brown says of 
the workî- 
It was the only theatre of its kind playing a continuous 
season from November through May, with adult actors. It 
provided children in Chicago with plays, based on classics, 
and we always sold on well known titles, gave them an 
opportunity to see actors performing on a stage, provided 
good entertainment at minimum prices, and went a long 
way toward building an audience for the theatre of today. 
For the student actors, it provided an opportunity to play 
to paid audiences, to work in plays worthy of them as 
adults....For the theatre school, it served as a marvelous 
publicity campaign for students....They are still getting 
students who saw their first plays there as children, and 
were inspired with the idea of working in the theatre.... 
My audiences averaged from ten years up through high school 
age, although I had them from three and four years up to 
ninety-sis:. Often a third of my audience would have white 
hair, and got a great deal of fun and entertainment out of 
the plays. We never played down, always up to the highest 
intelligence in the audience. The youngsters, parents 
and school teachers appreciated this and resented anything 
other than that standard.1 
This theatre is one of the best known in the country. 
The social settlements are active in the child-drama move- 
2 
ment. In Chicago, at Hull House, fine productions of children's 
plays are given. The Boston Women's Educational and Industrial 
Union has formed an Association called the "Children's Players," 
composed of a group of amateurs from college and private dramatic 
clubs. They present one play for children, each year, in a local 
^Quoted from a letter received from Miss Browne, dated 
March 10, 1939. 
Constance Mackay, Children's Theatres And Plays, p. 13. 
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theatre. Three performances of this play are given. In Washing¬ 
ton, at Neighborhood House, plays and festivals are given for 
children. The costumes are designed, dyed and made at the settle¬ 
ment. All of the settlements in New York have departments of 
child-drama. The first children's historical pageant presented 
in America, was given in Prospect Park, by the ten settlements of 
Brooklyn, New York, in 1911. 
The Federal Government has, within the last few years, given 
financial support to several Children’s Theatres. The experiment 
was initiated in New York City. Other children's theatres have 
been subsidized since 1936. 
For many years educators and social workers have dreamed 
about a Children's Theatre—one free enough from money 
entanglements to devote itself exclusively to the creation 
of fine juvenile theatre production and to a study of the 
wants and needs of the young theatre goer....The dream 
materialized when the administration of the Federal Theater, 
feeling there was a definite need for such a project., in¬ 
corporated it into their already gargantaun program.1 
Plays produced were of two types: those imaginative, humorous, 
or fantastic in naturej and those which give a sense of realism 
to the play and so help the child to obtain a greater awareness 
of himself as a personality, as well as realization of his particu¬ 
lar relation to the world in which he lives. Mr. Jack Rennick, 
supervisor of the Children's Theatre, in New York City, outlines the 
policy in these words 
Anne Powell, "The Federal Children's Theater In New York 
City," Recreation. Vol. XXX, (October, 1936), p. 344. 
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At no time will we give plays which will provide entertain¬ 
ment value only. It is our intention to combine the edu¬ 
cational and entertainment qualities of the theater....We 
do not believe in treating children as such, but rather ^ 
as human beings who must be approached on an equal level. 
At present, a large plan for juvenile stages is in process of 
organization. A circuit of theatres for children is to be set 
up in all the boroughs of New York City. Thus the first Children's 
Neighborhood Theatres will be established. 
Children's Drama In Park And Playground.- The revival of the 
Greek Theatre abroad and in the United States has brought emphasis 
on producing plays in the out-of-doors. An increasing partici¬ 
pation in playground dramatics is characteristic of the recrea¬ 
tion movement today. The invasion of drama by children may pre¬ 
sage, it seems, the beginnings of a tradition of beauty for the 
2 
children of America. 
Memphis holds an interplayground tournament. One season, 
each of the thirteen playgrounds selected a Grimm Fairy Tale, and 
arranged a pantomime of the story. The Oakland, California play¬ 
grounds present weekly programs of two to five pleys, written by 
the directors of the children. The eleven playgrounds of Perth 
Amboy, New Jersey, combined to give "The Snow Queen" one season. 
The Flamingo Park Players, of Miami Beach, Florida, renovated 
and remodeled an old City Hall for a theatre. Houston, Texas 
1 
Ibid., p. 345. 
2 
"The Season In The Playground Theatre," Recreation. Vol. 
XXV, (September, 1931), p. 337. 
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playgrounds specialize in puppertry. The work is very attrac¬ 
tive.X 
Many camps are now experimenting with outdoor puppet the- 
J. Such a theatre involves all the arts and crafts of a 
camp; sewing, modeling, carving, painting, stenciling, and 
2 
leather and bead work. 
Pageants are popular, and lend themselves well to outdoor 
production. This fact is demonstrated by the success of:- 
"The Spirit of Play," at Altoona, Pennsylvania; the "Enchanted 
Forest," at Utica, New York; and "The Land of Heart's Desire," 
at Birmingham, Alabama. "Dick Whittington and His Cat," pre¬ 
sented at Detroit, had a cast of three thousand five hundred 
girls. This pageant was broadcast over a local station. Pagean¬ 
try is essentially the drama of numbers. In rural districts it 
is usually the plan to have five or six villages unite when a 
3 
children's pageant is to be given. 
Salisbury, Connecticut held a playground dramatics demon¬ 
stration which resulted in the organization of drama groups not 
only among all playgrounds, but in the Boy and Girl Scout organi¬ 
zations of that locality.^ 
Ibid., p. 338. 
2 
Constance Mackay, Children's Theatres And Plays, pp. 192-193» 
3 
Ibid., p. 174» 
^"An Adventure In Drama," Playground. Vol. XXXIII, (November, 
1929), p. 510-511. 
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The San Francisco Playgrounds have added "Story Play" as 
a regular activity of their dramatic department. In these groups, 
stories are told and the children act out those that appeal to 
them. But the children are not "acting," they are "playing," 
saying what they feel the people in the story would say to one 
another. The "imaginative quality of these story plays is a very 
subtle and elusive thing," which an audience or an untimely sug¬ 
gestion can destroy.^ The work of the leader is to guide the 
play so that the child is kept imaginatively in the story person 
he is playing. "It is a slow and gradual process to show the 
2 
joy of creating." 
In New York City, the children from the settlement play 
schools founded an out-of-door theatre in Van Courtlandt Park. 
Weekly plays and pageants were presented under the auspices of 
the United Neighborhood Houses of New York. Park and recrea¬ 
tion commissioners gave full co-operation, and a natural amphi¬ 
theatre in Van Courtlandt Park was chosen as the theatre site. 
There were seven performances during the first season. Three 
hundred and ninety-nine children took part, and three thousand, 
three-hundred and twenty-three persons attended. The season1 2s 
program included "Midsummer Night's Dream," "1492," "The Straw 
Man" and a program of Negro Melodies and Spirituals presented 
1 
Georgine Fink, "Story Play," Playground, Vol. XXIII, 
(November, 1929), p. 511. 
2 
Ibid., p. 511. 
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by the Riverside Orphanage and the Henry Street Settlement. 
"Large and appreciative audiences and the children’s enjoy¬ 
ment of the theatre seem to warrent its continuation, and 
the interest the city has taken augurs well for the establish¬ 
ment of the Children's Open Air Theatre in Van Courtlandt Park 
as a charming summer feature.""*' 
Children's plays in gardens, with a cast of children,are 
becoming more and more frequent. The Playground Association of 
America has much helpful information on festivals, plays and 
pageants for outdoor productions. 
The Therapeutic Theatre 
The Therapeutic Theatre, set up fourteen years ago at the 
Orthopaedic Hospital of Los Angeles, has been valuable in the 
Hospital's department of educational activities. Theatre work 
has noticeably improved the influence of the doctors and Hospital 
in the ordering of a patient's life. Most important of all, it 
has supplied a normal outlet for pent-up feelings. 
The Hospital drama section is composed of children who have 
suffered from disturbances which very definitely interfere with 
physical growth and function. -"It is obviously impossible for 
the physically handicapped to indulge in action such as that re¬ 
quired in vigorous sports, but through the motor expression 
1 
"Children's Drama In Park and Playground," Playground, 
XXII, (December, 1928) p. 517. 
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supplied by dramatics, they obtain a mental discharge and cathar¬ 
sis which results in a constant physical and mental improvement. 
Doctors, technicians, and psychologists all concede that this 
training is particularly valuable for those patients suffering 
from marked deformities. Children are often very self-conscious 
about their deformities, and the social recognition gained from 
participation in some phase of theatrical work does much to over¬ 
come feelings of inferiority. It improves and strengthens the 
child’s poise, and enthusiasm for living. The tendency toward 
2 
introvertism, complexes and behavior faults is lessened too. 
Drama activities were begun with the "play reading" of 
Barrie’s "A Kiss For Cinderella." Casting to improve the indivi¬ 
dual, rather than the play necessarily, has been the rule. Ad¬ 
vice from psychologists was used on this point. The first plays 
were those in which a few characters carried the plot, with a 
number of other players in costume for background. Care was taken 
not to place a child where too much would be expected of him. 
A minstrel show, with a cast of sixteen, thirteen of whom were 
confined to wheel chairs, was one of the first efforts. The 
performance was repeated eleven times because of popular demand. 
By the end of that year, five of this group of wheel chair cases 
could stand and walk. 
1 
C. L. Lowman, M. D., The Therapeutic Theatre, New York, 1938, 
2 
Ibid., p. 4. 
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Collecting costumes, making properties and garments for pro¬ 
ductions, have developed helpfulness, co-operation and great in¬ 
genuity. "The discipline which drama imposes, makes every 
player realize that his physical handicap is no alibi for fail¬ 
ing to fulfill his own particular duty."I The drama section's 
activities influence both the mental and physical health of its 
members. 
Since crippled individuals are handicapped in expression, 
they must develop compensatory avenues to a high degree. 
Through the medium of the drama, even patients confined 
to wheel chairs may express themselves by facial expression, 
well-modulated voice, or telling gesture. Diction improves, 
self control and poses are developed. Under capable leaders 
these gravely handicapped players forget physical handicaps 
and are conscious only of what voices and faces are doing. 
Adapting their capabilities and liabilities to whatever 
part of the drama work they are able to share as prompter, 
stage-setter, or actor—they work hard, and are happy to 
receive praise instead of pity from the general public.2 
NEGRO THEATRES 
The Negro child does not have the variety of dramatic exper¬ 
iences offered to children of other racial groups. Occasional 
plays produced by grade and high schools, and a few religious 
festivals are practically all the child-drama Negro youth has ex¬ 
cept for participation in playground activities. However, there 
have been a few experiments with Children's Theatres worthy of 
mention. 
1Ibid.. p. 8. 
2Ibid.. p. 10. 
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New York and Chicago have Community Children’s Theatres whose 
presentations are pleasing. In Baltimore, the Little Theatre group 
has organized a Children’s Theatre which is directed by a member 
of the adult group. Performances are fairly regular, and are well 
supported. Newark, New Jersey, had, for a short time, a Children’s 
Theatre in connection with the Federal Theatre Project. 
In Atlanta, Georgia, there is a Children’s Theatre at Univer¬ 
sity Homes, a Federal Housing Project, which was organized in the 
late summer of 1938. The ages of the twenty members of this group 
ranged from six to twelve. Most of the children were in the third, 
fourth and fifth grades. Productions for one season included "The 
Dancing Slippers," "The Spectacles" by Oliver Goldsmith, (two 
performances), "The Pirate Of Pooh," and adaptation of Dicken’s 
"A Christmas Carol," and "Heidi." This last named production 
was repeated twice in order to satisfy popular demand. 
This theatre was organized as a private enterprise with the 
definite aim of making it self-supporting. All members pay a 
member ship fee of twenty-five cents, after which no other contri¬ 
bution is asked of them. The money collected from membership 
and admission fees is used to meet production expenses. Costumes 
are provided by the theatre and are the permanent property of 
the organization. The group has had remarkable success financial¬ 
ly, especially considering the low admission fees adopted. The 
admission fees for the first play, "The Dancing Slippers," were 
ten cents for children and fifteen cents for adults. The door 
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receipts totalled a little over ten dollars. For the second play, 
there was no fee charged for admission to either of the perfor¬ 
mances. For the third production, a general admission fee of 
ten cents was set. Total receipts amounted to five dollars and 
seven cents. By the time "Heidi” was presented, the admission 
fee had been further reduced, this time to five cents for child¬ 
ren, and ten cents for adults. The receipts for the three per¬ 
formances of "Heidi" totalled about twenty dollars. The re¬ 
ductions were made in order to encourage more people to attend the 
performances of the Theatre. The fact that such low admission 
rates had to be adopted is indicative of a need for raising the 
level of appreciation of the members of the community for activi¬ 
ties of this sort. However, the Theatre is not a money-raising or¬ 
ganization, its aims are to have the performances well attended, 
appreciated, and enjoyed by the audience, and to provide dra¬ 
matic experience for the children. The increase in attendance, 
at recent productions, and the demand for the repetition of certain 
of the plays, indicate that the Children's Theatre has become a 
definite part of the community. 
r 
An adult auxiliary group was organized during the season. It 
is significant to note that of the twenty members of this group, 
not more than three were parents or guardians of any of the children 
who belonged to the Theatre. The members of this adult group were 
the people who spent long hours painting scenery, making costumes, 
and working on publicity. Regular meetings were held with them, 
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during the year to report on progress with productions. 
The children were able to derive much pleasure and a number 
of real values from their dramatic activity. Some of these values 
are observed in the following changes in behavior. It was the 
general practice for the children to be late for rehearsals, 
when the group was first organized. By beginning rehearsals 
promptly at the hour set, and refusing to compromise on this rule, 
the children gradually came to regard rehearsals as a privilege 
and a responsibility. Consequently, by the second or third month 
of the Theatre's work, tardiness and absences were very rare. 
The children also learned the value of reliability through 
their own impatience at the failings of other members. They were 
quick to sense how greatly the entire group can be handicapped 
by one child who has neglected his work. 
Improvising dialogue proved an excellent way to develop re¬ 
sourcefulness and self-confidence. If the child has coped with 
emergency situations on the stage, and has been able to meet 
them with ease and grace, he is fortified against awkardness and 
fears when he meets similar situations in real life. In addition, 
this theatre work helped to enlarge the vocabularies of the child¬ 
ren. New words introduced in the process of portraying a character, 
were assimilated with little effort. 
The ideals behind the organization were to provide a creative 
opportunity for the children, acquaint them and their friends with 
the best in literature, teach flexibility in the use of voice, 
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body and imagination, bring the children to an appreciation of 
group relationships, and to fill empty hours with constructive 
work. Insofar as the work of this group has gone, these ideals 
have been accomplished. 
The type of imaginative experience provided by a Children's 
Theatre is particularly needed by Negro children. Because of 
prejudices and poverty, their opportunities for recreational 
activity are seriously limited. This limitation restricts imagi¬ 
native life, and tends to produce a people, phlegmatic, dull and 
uninteresting. Unless the children are allowed free use of their 
minds and various talents, our society will become inelastic and 
non-productive. 
Creative activity, as found in the Children's Theatre, has 
much to offer the Negro child in his personality and social develop¬ 
ment. It can lead him to an understanding of the emotional con¬ 
flicts arising from the demands of society upon him. It can give 
to the inferior and inadequate personality an opportunity to 
achieve notice through wholesome channels, and constitute at the 
same time, and outlet for frustrated hopes and shattered ideals. 
Negro youths need the defense such work provides, in view of the 
peculiar problems which confront them. A Children's Theatre 
among Negro children can do much to offset the warping pressures 
exerted by our economic and social system, and provide at the 
same time, certain joyous aspects of play which are all too often 
absent from their activities. 
CHAPTER IV 
SOCIAL IMPLICATIONS IN THE CHILDREN'S THEATRE 
MOVEMENT 
Growing recognition of values in Children's Theatre efforts 
in America and abroad can be seen in the increased emphasis that 
is being placed on work in dramatics. Schools, colleges, and 
social agencies have expanded their programs to include some 
phase of drama in recognition of the "play-like" values in its 
use. "Play is the child....It is the letting loose of what is 
in him, the active projection of the force he is, the becoming of 
what he is to be."'*' This is one aspect of children's drama activi¬ 
ties. 
The dramatic impulse, which Lee defines as the impulse to 
2 
understand the world, appears early in the life of the child. 
His method of study is by impersonation. 
A child's dramatic development should be continuous. There 
should never be a time, from the day he first acts horse 
until he is grown up, when that form of expression is not 
familiar to him. If a gap occurs, and is allowed to con¬ 
tinue up to the age of thirteen or so, he will almost 
certainly become self-conscious and lose this form of free 
expression.3 
Of the benefits of drama to young boys, Lee says: "The¬ 
atricals meet very accurately both the night-haunting proclivities 
^Joseph Lee, Play In Education, New York, 1933, p. viii. 
2Ibid.. p. iii. 
3Ibid.. p. 363. 
50 
51 
and the imaginative leanings of the gang, and are often used with 
success in turning these to good account.For girls, he be¬ 
lieves the dramatic art is particularly important. "In them es¬ 
pecially should be cultivated the habit of acting charades and 
little dramas giving dramatic sketches of plays they have seen." 
This training should be begun before girls reach the "self-conscious 
age—somewhere from eleven to thirteen is perhaps the crucial 
period} certainly after fourteen it will be too late."3 
"Childhood is the golden opportunity for directing leisure 
time activities so that wholesome personality traits are streng¬ 
thened."^" Well directed leisure time activities of children 
should produce fine character results. Undirected leisure-time 
activities threaten the social well-being of the child. 
There is no force in the individual's life, aside from the 
doubtful influence of heredity, more potent or significant than 
5 
the play group. Play groups contribute a great deal to the social 
life of the child. He is trained in team play, and co-operation. 
Ibid., p. 363. 
2 
Ibid., p. 399. 
3 
Ibid.. p. 400. 
4 
Henry M. Busch, Leadership In Group Work, New York, 1934, 
p. 39, quoted in William A. White's Mechanisms In Character 
Formation. Ch. XIII. 
5 
E. C. Lindeman, The Community. New York, 1921, Chapter IV. 
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But even more important, the members of these groups find time to 
share their thoughts and ideals with one another. "Many of the 
significant behavior patterns of adolescents are products of play 
group life."-*- The chief values to be found in the play group are 
in its contributions to social control and response to public 
opinion, social pleasure, and recreation, and in the sense of se¬ 
curity that comes to one who belongs to a group and finds there 
a place to share the deepest in life and a focus for his sense of 
p 
loyalty. These values find new emphasis when the activities of 
the play group are concerned with some aspect of drama. Activi¬ 
ties of this nature require the services of a trained leader, for 
drama can become a potent force in effecting desirable social 
change. It is at this point that group work agencies can make a 
distinct contribution. 
"Group-work agencies have a special contribution to render 
to character and culture because they specialize in leisure-time 
3 
activities." The outstanding contribution of group work to the 
field of education is the experience that it provides in social 
living. 
Its participants function in intimate, well integrated 
^Joseph C. McCaskill, Theory And Practice Of Group Work. 
New York, 1930, p. 33. 
2 
Ibid., p. 39. 
3 
Henry M. Busch, Leadership In Group Work. New York, 1934. 
p. 46. 
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groups, share in pleasures, accomplishments, defeats and 
responsibilities and they experience on a smaller scale 
many of the problems in human relations and achievements, 
that confront the larger community. 
The outstanding characteristic of our society is the tendency 
for its direction to be determined by group pressures of various 
kinds. There are political groups, labor groups, and numerous 
others which are influential in the building of our culture. 
This increasing collectivism has distinct results for the indi¬ 
vidual and for society. It means that the individual must have 
the ability to live and move in a labyrinth of group adjustments, 
2 
to lead and follow, and to integrate conflicting loyalties. In 
such a society, the right to organize becomes essential to parti¬ 
cipation in society. The ability to organize effectively becomes 
crucial in the struggle for survival. "One of the primary func¬ 
tions of group work is the attempt to build on the inevitable 
social interests, both of children and adults, a type of group 
experience which will be individually developing and socially 
useful.Interest in some form of drama is universal. Any 
attempt to build on this foundation will be beneficial both to the 
individual and the group. 
Hew Trends In Group Work, edited by Joshua Lieberman, 
New York, 1933, p. v. 
2 
Grace Coyle, "Group Work And Social Change," Proceedings 
of the National Conference of Social Work. 1935, p. 394» 
3Ibid.. p. 395 
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The theatre teaches that failure does not mean defeat. Psy¬ 
chologists refer to it as practice in success. It arouses the 
imagination and makes people express themselves in order that 
they may arrive at hidden life forces. This movement stimu¬ 
lates the search for beauty. Lord Karnes in his Elements of Criti¬ 
cism states:- 
It is rare to find one born with such delicacy of feeling 
as not to need instruction: it is equally rare to find 
one so low in feeling as not to be capable of instruction. 
Yet, to refine one’s taste with respect to beauties of 
art or of nature is scarcely endeavored in any seminary 
of learning, a lamentable defect, considering how early in 
life taste is susceptible of culture and how difficult to 
reform it if unhappily pervert ed.-*- 
There is great need to awaken and free the imaginations of child¬ 
ren in order that they may make the fullest contribution to the 
world. 
Age resigns it3 dreams; youth demands that its dreams be 
fulfilled, it urges that the grey of life be shot with 
the iridescence of the heroic and wonderful. Above all 
it demands action, and it is an incontestable fact that 
drama is action, and that it makes a more dynamic appeal 
to all sorts and conditions than does any other art. It 
can both waken and guide.2 
The child-drama movement strives to "widen horizons mentally 
and ethically, and to provide a fabric for dreams, since out of 
dreams, from time immemorial, has sprung achievement.The 
1 
Quoted in Selma Alexander, "Need For A Children's Theatre," 
Drama.. Vol. XXII, (May, 1931), p. 16. 
2 
Constance Mackay, How To Produce Children’s Plays, p. 30. 
3Ibid., p. 31. 
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Bulletin of the Educational Dramatic League asks:- "We train the 
young in statistics, in how to work. Isn’t it worth while to add 
to their training a little knowledge of that vital part of them— 
their emotions"? 
Different types of plays teach various things: morality 
plays show the effects of good and evil* fairy plays stimulate 
the imagination} nature plays bring knowledge of the world within 
the understanding of the child; history plays develop an apprecia¬ 
tion of valor and self-sacrifice. If we can teach the child to 
"live dramatically," we give interest and color to his life, and 
make what otherwise might be a drab, uninspired existence with 
its failures, difficulties, poverty and heart-aches, into a 
pattern that has at least something of hope, faith and even laugh¬ 
ter woven into it. The dramatic interest in the spring which 
releases these hidden reserves. 
Victor Hugo speaks of the theatre as the "crucible of civili- 
aztion." In truth, "drama begins for society, where speech be¬ 
gins for the individual, in the first rude attempts to give 
language to unspoken meanings."-'- Drama is a highly socialized 
art. It is used, perhaps more than any other, as the channel 
for the simple formulas of everyday living. 
Through its massed social sense, through its background of 
nature and human life, through its responsive co-operation 
Thomas Dickinson, The Case Of American Drama. Boston, 1915. 
p. 53 
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among writer, player, and audience, through its acquisi¬ 
tion of social meanings beyond the wish or intent of the 
first creator, drama is essentially a democratic art. 
One of the lasting values we are to get out of our times 
lies in art. The particular art for our times is the art of 
drama. With all our intellectual self-consciousness, that co¬ 
hesive social consciousness is lacking, which in other days 
found expression in spiritual adventures in the world of imagi¬ 
nation. The reawakened interest in drama signifies, on the 
part of our people, a demand for some medium of expression which 
p 
will provide an outlet for new social promptings. We can look 
to drama for the competition that brings zest to play, skill and 
beauty in the use of voice and body, and the joy that comes only 
when an individual is able to lose himself in attendance to one 
of the great arts. 
The theater is literally making the minds of our urban 
population today. It is a huge factory of sentiment, of 
character, of points of honor of conceptions of conduct, 
of everything that finally determines the destiny of a 
nation. The theater is not only a place of amusement, 
it is a place of culture, a place where people learn to 
think, to act, and feel.-^ 
Educators realize that drama can stimulate children’s interest 
in the fine art of living, and awaken their appreciation of cultu¬ 
ral things. Clayton D. Gilbert, Director of the Drama Department 
1 
Ibid., p. 62. 
2 
Ibid.. p. 87. 
3 
Constance Mackay, op. cit.. p. 38. 
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at New England Conservatory of Music, believes that:- 
The Children’s Theatre Movement is a great step in the 
right direction to furnish artistic, educational, and 
entertaining programs. It is a natural instinct for the 
child to act, and this talent when directed produces most 
interesting results. It would be a blessing in every 
community if there could be a Children's Theatre directed 
entirely to the best interests of the children, giving 
them training in the best of music and drama. 
Dramatic activity can result in profound effects in person¬ 
ality growth. Charlotte Chorpenning explains it in this manner 
Human life is a unity, a continuum. A personality is a dy¬ 
namic center of interaction within that unity. It is wrought 
by interaction with other parts of the whole. This give and 
take creates in each a configuration, a pattern, a design, 
of motor tension, or tonus, which is unique with each indi¬ 
vidual.... 
Because it is unique, every personality is to some extent 
its own prison....Under the stimulus of imagination, your 
pattern may reconfigure itself to approach that of an imagined 
character so nearly that your organism will be flooded with 
emotions and meaning alien to you in your own pattern.... 
This (is) the dramatic experience.2 
Impersonations and acting are always valuable modes of 
study.^ Normally, the child’s life is sated with the actor's art. 
He develops by it, his human sympathy is aroused by it, and his 
understanding deepened through its exercise. The ability to make 
believe is one of the potential behavior systems which the child 
C. R. Rounds, "Drama For Young And Old," School And Societv. 
Vol. XXVIII, (July 1, 1933), p. 16.   
2 
Charlotte B. Chorpenning, "Dramatics And Personality Growth," 
New Trends In Group Work, edited by Joshua Lieberman, pp, 141-142. 
3 
Carl Carmer, op. eit.. p. 412. 
58 
brings into the world with him. It has only to be allowed to deve¬ 
lop, and, provided with the skills needed, the child can create art- 
forms. These add immeasurably to the joy and significance of his 
life at the growth level he has reached. 
A clear understanding of the function of dramatic experience 
as a building into the growing personality the habit of an 
organism-as-a-whole understanding of another personality, 
a facility in reconfiguring its own design to admit new 
rhythms, indicates at once that this use should change with 
the changes in the child. In general, number and variety 
of dramatic experiences are more important to the young 
child than the depth or completeness of them....dramatic 
activity should develop continuously from free-play in the 
simplest dramatic games to the skilled performance before 
an audience, or high receptiveness as part of an audience, 
in plays which embody profound insight and fearless ques¬ 
tionings into the gravest and gayest aspects of life. 
Dramatic experience offers children certain opportunities 
not found in other activities. It allows children wholly free 
dramatic expression of themselves, and affords an opportunity to 
explore their own personalities. 
Through dramatic experience, the child can come to know 
other personalities, and thus arrive at a greater understanding 
of people, and an appreciation of racial differences. He leams 
what constitutes fair play, and kindness. This is "setting-up 
exercise" for a personality whose design will not be so rigid 
at thirty that he cannot conceive that a man a little different 
from himself might just possibly be neither a fool nor a villain. 
Charlotte B. Chorpenning, op. cit.. p. 143. 
2 
Ibid.. pp. 143-144. 
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The child should create and act "real people." This builds 
toward a personality that can distinguish its own fancy, bias 
and prejudice from objective fact, and thus have a chance in 
personal and social crises of thinking up something more to do 
than calling names. The function of a play is to extend the 
limits of the child’s personality and to thus make him more 
human, more able to improve on the doctrines of his parents 
in the fullness of time.'*' 
Emma Sheridan Fry believes that the personality which a 
child assumes in school years is an expression of only a part 
2 
of the child's possibilities. To a great extent, it obscures 
many sides of the inner self, and large areas of the life about 
it. "Personality is a kind of uniform which makes adjustment to 
everyday living simpler, but it allows only certain movements of 
3 
the spirit, and certain contacts with emotional life. Just as 
we use only certain muscles regularly, and others rarely, so we 
utilize only a small amount of our inner spiritual force and so 
are able to understand only small sections of the life around 
us. The boy or girl is offered escape from the restrictions of 
a single personality through dramatics. He can find new "uniforms," 
new potentialities in himself, and a deeper appreciation of 
1 
Ibid.. p. 147. 
2 
Quoted in Kenneth MacGowan, op. clt.. p. 180. 
3 
Ibid., p. 180. 
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everyday life. One of the directors of the section of dramatic 
activity at the Los Angeles Orthopaedic Hospital reports:- 
Drama has proven a valuable adjuster for those who have 
any dramatic ability. Once they learn the art of pre¬ 
senting characters other than their own, they are apt 
to adopt a wider outlook on life. Hence, they have the 
opportunity to become an asset to society rather than 
a liability.1 
This theory implies more than merely giving a child a part in a 
play. It means choosing for him, a part that will correct and 
amplify his own personality. Where this is done, the emphasis 
would not be so much on a good performance as on moulding and 
building a youth of greater stature. A dull and sullen youngster 
cast as the shinning prince, a shy self-conscious girl as the vi- ' 
vacious heroine, a taciturn silent boy as the fine hero, means 
casting against type. Such casting broadens personality and 
lifts the child above tendencies that may end in mental misery 
2 
and even neuroticism. 
Dr. V. H. Podstata is of the opinion that life today pro¬ 
duces unusual emotional and nervous tensions for which school 
drama provides ample healthful and effective outlets. The 
advantages of such activity he sets forth as followss- 
(1) It offers a very interesting diversion, with sub¬ 
stantial educational value. 
C. L. Lowman. op. cit. P» 10. 
I 
Ibid., p. 4. 
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(2) It offers an expression to emotions in terms of equiva¬ 
lent and well-coordinated muscular responses. 
(3) It converts destructive imagination and day dream¬ 
ing into open play with definite aims. 
(4) It tends to stabilize social contacts when under 
the leadership of a good instructor. 
(5) It offers to the teacher many opportunities for de¬ 
tection in the pupils of abnormal trends, depressive 
trends, hysteria, shut-in tendency, etc. 
The common work toward actual production has value. This 
team work develops consciously those traits which constitute the 
foundations of fine citizenship, and emotional mastery. Initia¬ 
tive, a sense of personal responsibility and loyalty developed 
through this phase of the work contribute to fine character develop¬ 
ment. 
The use of drama, then, as one of the primary activities of 
the group work agencies combines the joy aspects of play with 
definite social values for the improvement of the individual and 
the society in which he lives. The Children’s Theatre, as a unit 
devoted entirely to the pursuit of the dramatic experience, pre¬ 
sents a unique opportunity to cultivate fine artistic taste in 
the children of a community. The cultural growth that comes 
from this creative activity is rich and strong. The experience 
of creative participation can lead to a gratifying freedom of 
expression and personality enrichment which will constitute a 
a real contribution to social change. 
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Cinderella" "Nola and "Clown Doll" Pantomimes Princess" 
"Quality Damayanti" "Garden At The "The Golden "Lai Tee And 
Street" Zoo A.pple" The Cold 










"Tom Sawyer" Soldier" Fairy 
Children’s 
"Snow Queen" plays 
"The Blue Bird" Puppetry 
Players "Mid 
"Make Believe" Tulsa— Summer 
"The Forest "Alice In Night’s 
Ring" Wonderland" Dream” 
"The Little "The Sleeping 
Princess" Beauty" 
"Alladin" "Wizard of Oz" 
APPENDIX D 
COPY OF SCHEDULE SENT TO DIRECTORS OF 
CHILDREN’S THEATRES 
Name of organization   
Who sponsors    
Adult theatre group  
Private individuals  
Other   
Why was it organized    
When   
Does the group meet regularly   
Regular performances   
How often    Where........ 
Regular study periods.  How conducted 
Financed by «...       
Public funds   
Private contributions    
Membership dues    
Other   
Total membership    Ages 






Are actors paid   
What plays do you produce 
Who attends to details connected with production 
Costumes   
Stage designs   
Building of sets   
Publicity  
Difficulties encountered in Organization 
Your own evaluation of work in light of ideals behind organiza¬ 
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